see that they have formed their opinions before learning the facts" (234). With his closing lines, Douglass directly answers Smith's project: "Why will not my able New York correspondent bring some of the real 'heads of the colored people' before our readers?" (235).
Douglass's choice of words in his final sentence is telling: the editor implies that, in his ability, Smith, the first black physician to earn a medical degree abroad, has far more in common with Douglass himself than with the lowly figures the writer sketches. While Douglass's rebuke of Smith is most often read in terms of class and the two thinkers' distinctly different understandings of racial uplift, in this article I want to offer an additional reading that takes as its point of departure the way in which Douglass's letter contests and even erases representations of black disability. As Patrick Rael has argued, the urban black elite of the period frequently appropriated and refashioned the dominant ideas of the antebellum North, including discourses of respectability and uplift that marginalize bodies deemed abnormal or otherwise unable to contribute to civil society (5). With this in mind, we can see how Douglass situates his critique of "Heads" squarely within what Tobin Siebers calls the "ideology of ability." Siebers writes that " [t] he ideology of ability is at its simplest the preference for able-bodiedness. At its most radical, it defines the baseline by which humanness is determined, setting the measure of body and mind that gives or denies human status to individual persons" (8) . To the extent that this ideology "simultaneously banishes disability and turns it into a principle of exclusion" (Siebers 10), Douglass's call for "real" representations of black New Yorkers deliberately seeks to erase the imperfect body of figures like the News-Vender. Furthermore, as Siebers argues, the fear of disability "requir[es] that we imagine our bodies are of no consequence while dreaming at the same time that we might perfect them" (9). Douglass's privileging of the institutions of the black middle class-the Methodist congregations, the Sunday schools, the literary societiesexemplifies the former impulse, while in his works to follow, he arguably enacts the latter. Perhaps not coincidentally, Douglass's letter comes just two months before the publication of The Heroic Slave (1853), his fictionalized account of the historical mutiny on the slave ship Creole, led by Madison Washington. The close proximity of these publications suggests that through his novella, Douglass sought to recover a concept of the heroic as, at least in part, a counterpoint to Smith's working-class black bodies.
In this article, I will play off The Heroic Slave's recent recovery within current critical discourses of heroism and transatlantic mobility as a foil for understanding better how the radical disabled figures represented in Smith's series fashion dissent against the ideology of ability that Douglass places at the center of black uplift. I will argue that Smith's "Heads of Colored People," and specifically the sketch of the black News-Vender, in its dialogic relationship with Douglass's The Heroic Slave, deliberately rejects the concept of the heroic body in favor of an anti-heroism that emphasizes the centrality of print production and circulation to schemes of resistance and liberation. From there, my analysis explores how Smith, over the course of the series, repeatedly deploys the trope of the shipwreck to represent (black) disability and the importance of emergent black print culture as both testimony and prosthesis. 1 These shipwrecks reify, at the moment of crisis, the inescapability of territorial legal regimes that render the black body immobile. In other words, the debilitating violence of the shipwreck functions as a corollary to what Saidiya Hartman describes as the "primal scene" of slavery that demonstrates to the black subject the "brutal power and authority of another" through the "slave's ravaged body" (3). Through this reading of "Heads," my broader metacritical narrative explores the ways in which disability studies poses crucial challenges to post-Black Atlantic critical paradigms that privilege concepts of transatlantic heroism within the radical black print culture of the antebellum period.
While disability studies is a rapidly growing field with its own body of canonical criticism, only recently have critics begun to fully explore the discursive relationships between blackness and disability. In his introduction to the foundational essay collection Blackness and Disability: Critical Examinations and Cultural Interventions (2011) , Chris Bell laments that "[t]oo much critical work in African American Studies posits the African American body politic in an ableist (read non-disabled) fashion" (3). This even though, as Rachel Adams has argued, disability studies from its beginnings has been an intersectional discourse (496). While the critics in this collection along with the work of scholars such as Todd Carmody have persuasively argued for the intersection of race and disability studies, this critical nexus is almost always located on antebellum plantations or after the Civil War. 2 In her contribution to Bell's collection, Cassandra Jackson and Dea H. Boster have written about how the "specular experience of the wounded black body" became a central trope of antislavery literature and iconography . 3 More recently, Ellen Samuels has argued that it is "virtually impossible" to separate discourses of race in the nineteenth century from "discourses of normalcy" that privilege white bodies as natural and bodies of color as abnormal (15). Extant studies have largely failed, however, to treat disabled black bodies in the antebellum North beyond their objectification by white abolitionist discourse. 4 Situating Smith's "Heads" at this vital critical nexus in relation to Douglass's The Heroic Slave is, like the recovery of Smith's contributions to nineteenth-century African American letters overall, increasingly necessary and long overdue. 5 Furthermore, I hope to contribute as well to the growing body of scholarship that has sought to recover Douglass's first and only foray into fiction into the canon of nineteenth-century African American literature. To read Douglass's construction of his heroic protagonist as a reaction to the black bodies represented in Smith's series is to provide at least some further explanation of the aesthetic failures and narrative excesses of the novella that have contributed to the work's poor critical reception until fairly recently. By examining the tropes that surround Madison Washington in the context of Smith's project, we better understand the intercommunal ideological debates behind the representation of black subjects immanent to the growth of African American print culture in the nineteenth century.
Marks and Traces
A s an entry into a larger discussion concerning how we can read Smith's work in the context of current critical narratives that figure prominently in the study of nineteenth-century black print, I want to focus first on the dramatic ascent of Douglass's The Heroic Slave to its current position as privileged text within the intertwined discourses of Atlanticist studies and the aesthetics of black heroism. In the first paragraphs of his novella, Douglass announces his project to recover Washington's narrative, "enveloped in darkness," by reassembling the "marks, traces, possibiles, and probabilities" of the archive (4, 5). The story begins with the pronouncement: "The State of Virginia is famous in American annals for the multitudinous array of her statesmen and heroes" (3). Douglass's focus on territory serves to displace concerns over race, as he soon suggests:
Yet not all the great ones of the Old Dominion have, by the fact of their birth-place, escaped undeserved obscurity. By some strange neglect, one of the truest, manliest, and bravest of [Virginia's] children . . . holds now no higher place in the records of that grand old Commonwealth than is held by a horse or an ox. (4) THE ANTI-HEROIC BODY IN JAMES MCCUNE SMITH'S "THE HEADS OF COLORED PEOPLE" Douglass displaces race with territoriality by establishing a matrilineal connection between Madison Washington and the place of his birth, a move that obviously plays on the idea that the condition of the child follows that of the mother. Yet this de-emphasis of race comes hand in hand with the goal of recovering Madison Washington's actual body, which, Douglass notes, "lives now only in the chattel records of his native State" (4). When the novella describes Madison Washington's actual body, it does so in terms of extremes:
Madison was of manly form. Tall, symmetrical, round, and strong. In his movements he seemed to combine, with the strength of the lion, the lion's elasticity. His torn sleeves disclosed arms like polished iron. His face was "black, but comely." His eye, lit with emotion, kept guard under a brow as dark and as glossy as the raven's wing. His whole appearance betokened Herculean strength; yet there was nothing savage or forbidding in his aspect. (7) Krista Walter argues that this hyper-idealized depiction of Washington reflected Douglass's intention to portray him "as a repository for a set of patriarchal values that prove to be thickly interwoven with nationalistic sentiments" (241). CelesteMarie Bernier emphasizes that this description is one of the very few insights we are given into Washington's physical qualities; the images we are given-"physically intangible and only symbolically palpable"-are meant to epitomize "mythological abstractions rather than historical truths" (278). Washington's reconstructed body and its genetic connection to Virginia become signifiers for what Ivy Wilson calls the work's intertexual relationship with the "the metalanguage of the nation's founding documents" and in particular the Declaration of Independence (455). The "marks and traces" that Douglass assembles are therefore not only those in reference to the historic Washington himself, but also a national narrative that provides a textual basis for an American identity rooted in abstract notions of equality that play out in the hero's narrative. Douglass therefore reframes Washington's later uprising on the Creole as the reclamation of a birthright denied.
Douglass's project of constructing Washington's idealized body from archival fragments climaxes in the hero's capture of the Creole and weathering of a violent squall shortly after. At the helm of his former prison, Douglass's hero endures the "roaring billows," "heavy thunder," and "hideous cries" of the formerly enslaved women on the ship, a multisensory manifestation of the trauma that the slave system inflicts upon the black subject. During this trial the Creole's white first mate describes Washington in terms of exceptional ability, commenting that he "was not indifferent to the dreadful hurricane; yet he met it with the equanimity of an old sailor" (50). The Creole survives the storm, and as the weather clears, Washington declares to the mate: "Mr. Mate, you cannot write the bloody laws of slavery on those restless billows. The ocean, if not the land, is free" (50). The storm thus serves as the moment of crisis in which territorial legal restrictions are erased and Washington's exceptional qualities allow the black subject to claim an American revolutionary history and the supposedly universal values it espoused. This ability to transcend the legal and racial discourses of bondage and to survive the storm makes possible the subject's ultimate liberation; within the final few pages of the novella, Washington lands the Creole in the Bahamas where a troop of black soldiers promptly boards the ship, ensuring the freedom of those formerly enslaved under the protection of the British Empire. 6 The Heroic Slave's celebration of the utopian promise of the Atlantic space has been central to its recovery within emergent transnational and oceanic studies paradigms. William Boelhower has gone so far as to declare this "once marginal and totally neglected text" an "Atlantic-world exemplum" for the new Atlanticist model (96). Given the work's title, it is fitting that Douglass's Washington also serves as a central archetype in Bernier's recent study of nineteenth-century transatlantic black heroism, Characters of Blood (2012) . Within what she calls the "transatlantic imagination," representations of Douglass and his hero Washington become central to a tradition of "aesthetic experimentation" that sought to challenge the "perpetual trade in black male and female bodies as commodified spectacles for white consumption" (xxiii). Through his fictionalized depiction of Washington, Douglass seeks to illustrate the hero's "prowess transcending material confinement via psychological emancipation" (277). Thus Washington's ability to weather the storm in the novella's late climax becomes another precondition to his own redemption. Yet if Douglass's Washington represents the archetypal depiction of black heroism writ large across an extraterritorial Atlantic space, as Bernier argues, how might we figure dissent from this singular vision? Bernier herself acknowledges the "risk of endorsing a monolithic and exclusionary model of black male heroism" (214). How might ascendant representations of heroic able-bodied blackness be contested by discourses of immobility and disability within black print? In seeking to reconcile the multiple, conflicting narratives of heroism, nationalism and transnationalism that run through Douglass's novella, critics have missed half of the story. To the best of my knowledge, no critic has yet suggested a connection between The Heroic Slave and Smith's sketch, yet the similarities between the two texts are striking in their almost direct opposition to one another. Smith's sketch begins with a short introduction to his subject, a disabled man who sells newspapers on the streets of New York who, "like his class, the colored people, . . . noiselessly does his mission and leaves it to others to find out who and what he is" (191) . After these initial impressions, Smith launches into a more detailed description of the News-Vender's body and physiognomy that might be easily read as a parody of Douglass's description of Madison Washington had it not been published earlier:
Our colored news vender kneels about four feet ten; black transparent skin, broad and swelling chest, whose symmetry proclaims Virginia birth, fine long hooked nose, evidently from the first families, wide loose mouth, sharpish face, clean cut hazel eyes. . . . I did not ask him to pull off [his] cloth cap [covering] long greasy ears, lest his brow should prove him the incontestable descendent of Thomas Jefferson and Black Sal. (191) Smith's particular focus on facial features, rendered here somewhat grotesquely, plays on the language of physiognomy used frequently to read black bodies as inferior. Here, however, Smith deploys this pseudoscientific discourse to identify the News-Vender, like Madison Washington, as a native of Virginia and potentially descended directly from founding fathers.
Smith's tracing of Jefferson's interracial descendants temporarily overtakes his description of the News-Vender himself: "it is well known that Jefferson contradicted his philosophy of negro hate, by seeking dalliance of black women as often as he could, and by leaving so many descendants of mixed blood, that they are to be found widely scattered as his own writings throughout the world." Smith here draws the explicit connection between circulating and dispersing bodies and the circulation of print, referring specifically to "the stale anti-negroisms of Jefferson's notes" (191) . Smith thus offers a vastly different intertextual relationship with America's founding documents here, choosing to situate his character in relation to Jefferson's racist pseudoscience, not the unfulfilled rhetoric of the Declaration of Independence. Rather than inheriting the "principles of 1776" as does Douglass's Washington (51) , the News-Vender as described becomes one of the "crocuscolored products of unphilosophical lust . . . reared, and penned up, and branded, and sold by slaveholding fathers in Old Dominion" (192) . Far from ennobling, the News-Vender's Virginia origins mark him as interpolated within a long history of sexual violence that raises the question of how we might then read Douglass's later description of the "children" of Virginia. There is, for the News-Vender, no birthright to be regained through struggle. What papers are left unsold, I dispose of at thirty-one cents a hundred for waste paper. My profits on the dailies are from one-fourth to a cent each; on the Sunday papers, one cent. Communipaw's dialogue with the vender, framed as occurring in the real time of textual circulation that even depicts it as interrupted by an abortive transaction, repeatedly shifts into an exposition on the commodification of print and "the news." As James Olney has observed, one of the most fundamental conventions of antebellum slave narratives involves the claim "I was born," a statement that establishes the existence and truth of the African body as speaking subject (52). Robert Stepto has discussed how Douglass revises this central trope in The Heroic Slave "into the broader assertion that in Virginia, many heroes have been born." This revoicing, according to Stepto, constituted "a first step, albeit a small one, toward the creation of an Afro-American fiction based upon the conventions of the slave narratives" (193). Smith's dialogue with the vender is notable in this context because of its refusal to reify the vender's existence within the paradigm of the slave narrative. This resistance to the generic framing of this narrative is evident also in Smith's refusal to name his vender. Instead, we see in the dialogue the vender's identity dissolving into the titles and prices of the newspapers he sells. Recalling the circulation and destruction of mixed-race bodies by the "slaveholding fathers" of Virginia, the vender seems to entrance himself with the thought of converting unsold papers into currency.
As the dialogue continues between Communipaw and the News-Vender, Smith continues to subvert the conventions established and built upon in Douglass's text. Communipaw inquires as to whether the vender fears being recaptured by Virginia slaveholders, a question that prompts the vender to explain both his immobility and lack of circulating value as a result of the loss of his legs:
Com.-Have you no fears of being arrested and taken back! News Vender.-Not now (sadly looking at his maimed legs). When I stood six feet two in my stockings, and heard talk of Virginians hereabouts, I would go straight to the dock, take ship, and be away two or three months; but now-what would they want with me? . . . Com.-How did you lose your legs? News Vender.-On board ship Tuscarora, on her passage from Liverpool to New York. We were cast away on the coast of New Jersey; three were lost, and two others, with myself, badly frozen. The ship was a total loss: my legs were so badly frozen that I was obliged to have them amputated below the knees. (193) The News-Vender's background offers a clear contrast with Douglass's story of Madison Washington's heroism. While the News-Vender, like Washington, saw the sea as a space with which he could escape oppressive territorial schemes of domination that had, in Smith's time, been recently strengthened by the Fugitive Slave Act of 1850, Washington ultimately seeks refuge outside the United States in the black diaspora. The vender's shipwreck, however, marks the limit of the oceanic order. The colon used in the final sentence of the above quotation is telling; it creates a syntactical connection between "the ship," which the vender suggests is of greater concern by mentioning it first, and "my legs." Ironically, the vender's legs are sacrificed to achieve some level of freedom, if only through the status of being disabled.
If The Heroic Slave can be read by Atlanticist critics like Boelhower and other commentators as a profound meditation on ship-borne modes of liberation within the Black Atlantic, as I have already suggested, reading Smith's News-Vender through the lens of disability studies offers a potential challenge to the figure of the able-bodied hero. Andrea Stone has argued that attention to forms of disability in discussions of slavery and race make apparent the "possible slippage between such rhetorics and the (re)production of dangerous discourses of emancipation and freedom" (822). Stone's article encourages critics to ask: "How did the valorization of the complete, classically fit, strong, and able physique figure [operate] in discourses and iconographies of sovereignty, freedom, and emancipation? . . . How does the 'disfigured,' 'deformed' . . . express resistance in relation to the romanticized ideal in a transatlantic context?" (822). Stone's questions have an obvious application in the distinction between Douglass's Madison Washington and the news vender. Douglass's "manly" and able hero is able to embody the ideals of 1776 and stand up against the storm the Creole faces at sea while finally escaping to the Bahamas. The narrative of Smith's vender, however, ends with a gesture toward emplacement rather than mobility as Communipaw appeals to his readers to contribute toward renting the vender his own shop; as Chris Apap has argued, the "rhetoric of emplacement" is a vital trope in nineteenth-century African American print given its resistance to schemes of forced migration and African colonization (320). The News-Vender, unlike Washington, has no recourse to a romanticized cis-Atlantic black diaspora.
As critics have argued, Douglass's "real" hero in The Heroic Slave exemplifies able-bodied middle-class values, and his narrative effectively revises the harrowing story of the News-Vender's shipwreck to become an authorized account of the mythic individual finding redemption within diasporic solidarity. Even more importantly, Douglass's text is consciously mediated through the intellectual work of archivists, historians and biographers who preserve the marks and traces of Washington's story. In other words, if Douglass's narrative uses print-as mediated through middle-class institutions-as a medium through which he can circulate multiple iterations of the heroic ideal, Smith's News-Vender demonstrates a very different understanding of print: print as prosthesis for the disabled and immobile black body. David T. Mitchell and Sharon L. Snyder have defined the concept of "narrative prosthesis" as a "perpetual discursive dependency upon disability" that operates within literary narrative in a two-fold manner: "disability pervades literary narrative, first, as a stock feature of characterization and, second, as an opportunistic metaphorical device" (47).
While Mitchell and Snyder deploy this concept primarily to understand dominant white literature's use of disability as a convenience of narrative, I want to suggest that Smith is doing just the reverse; the always already disabled black bodywhich becomes redundant in the case of the News-Vender-has recourse to narrative as an extension of its legal, political and social immobilization. In other words, the circulation of Smith's "Heads" itself within Douglass's newspaper stands in for the utopian promise of the black body circulating freely within the Atlantic world, safely beyond the grasp of empire and nation-state alike. Thus, to imagine The Heroic Slave as a reaction to the depiction of working-class blacks like the News-Vender in Smith's work is to theorize the aesthetics of an emerging black literary tradition not as reflexively constituted in opposition to dominant whiteness, but rather as formed by the contested space of black heroism and its discontents.
The Wreckage of Black Uplift
T he grounding of the Tuscarora off the coast of New Jersey in "The Black News-Vender" is one of several maritime disasters depicted within Smith's sketches in "Heads." If Madison Washington's weathering of the squall in The Heroic Slave represents the transcendent potential of the exceptional black body as a locus for the larger project of racial uplift, Smith's shipwrecks offer the antithesis: the traumatic reinscription of the freed body within dominant schemes of disability and restriction. As I move forward in this reading across several other sketches in the series, I will emphasize how these successive shipwrecks, each based on a true historical event, build on the framework that Smith provides in his first sketch to rethink the disabled black body and its relation to the prosthesis of testimony and printedness. 7 After the "News-Vender," Smith explores the trope of the shipwreck in his fifth sketch, "The Steward," published on December 24, 1852. In this sketch, Smith describes the black stewards working on transatlantic and coastal ships as empowered by their circumstances. He suggests that the steward is "de facto lord of the cabin, holding exclusive imperium in imperio therein which the Captain never dared infringe upon" (207). Smith prefaces this mastery as both material and performative, emphasizing the stewards as having, in a sense, their own language: " 'Luff a lill.' 'Tarboard, T-a-r-b-o-r-d.' 'Tuart! if you dont gim me lilly perry I put you boat shore gedde?' " (207). In important ways, this sea dialect distinguishes the steward from Smith's literate audience, but also defines his contribution to black print discourse. Further confronting the pseudoscientific discourses that attempt to contain, demarcate and disable black bodies, Smith proceeds to remark on the consequences of there being so many black stewards circulating up and down the North American coast. As with the News-Vender, the stewards subvert racial hierarchies by providing living proof of the persistence of racial mixing. Smith writes about "a very curious ethnographical phenomena [sic] " that occurs along the coastlines of America and Britain where ships frequently visit. He notes that the children in these ports "are frequently endowed with semi-woolly heads, brown, mulatto or quadroon complexions, throwing a shade rather than light on the vexed question, whether black children are borne of white parents or not." The confusion over the racial identity of the children comes from the fact that, according to certain pseudoscientific theories, "the natural antipathy between the races precludes any other origin for them" (209; original emphasis). Smith's playful satire of white denial highlights how the circulation of black stewards challenges both territorial boundaries and the supposed laws of contemporary racial science.
As in the case of the News-Vender, Smith's sketch of the black stewards culminates in a shipwreck. Re-entering the narrative, he writes: "There is now, within gun-shot of my elbow, a short, wiry, brown-complexioned steward, where history would seem romance" (210). Smith proceeds to quote the steward's experiences on the steamship Pulaski, which wrecked off the coast of North Carolina in 1838 after a boiler exploded. The incidents of the Pulaski's wreck were most notably related in the British actress and abolitionist Frances Ann "Fanny" Kemble's Journal of a Residence on a Georgian Plantation in 1838-1839. Kemble describes how the wreck devastated much of the plantation aristocracy on the coast, remarking that " [t] here seems hardly to be a family in Georgia and South Carolina that had not some of its members on board that ill-fated ship" (290). In Kemble's narrative, the Pulaski disaster becomes a story of redemptive white heroism, as the first mate of the steamer, Mr. Couper, saves both a white woman and her child and a black woman who was abandoned by the white crewmember charged with her safety. Noting this, Kemble theorizes that the mate's heroism ironically results from living the "habitual threat of danger" of slave rebellion (295). Coming near the end of the narrative's long indictment of Southern society, this incident nevertheless salvages a conception of Southern chivalry constituted in opposition to the threat of black savagery and in protection of womanhood. Laura Callanan suggests that this narrative of white heroism was shored up by subtle changes that Kemble imposed on Couper's narrative. For example, Couper does not mention rescuing the unnamed black woman, who in reality was in another rescue boat. The suggestion is that Kemble sought to portray how the heroic impulse could overcome racial divisions, particularly when women are involved (1-2).
In his rewriting of the incident surrounding the wreck of the Pulaski, Smith reverses many aspects of Kemble's narrative. Rather than a heroic white mate and a passive black woman, it is the black steward who attempts, and fails, to save a white woman. After boarding a lifeboat with the woman he was pledged to protect, the steward relates:
The mate ordered me off and threatened violence, but I jumped in; and it turned out that he and I were the only oarsmen on board. On nearing the breakers, the mate insisted on going in head to the land. I told him he would be swamped; but in vain-he had his way and swamped we were; as the boat keeled over, I caught the lady of my charge, and we went down together. I would have saved her, but she caught me by the neckcloth, it was sharp struggle down there, I hated to do it, but I left her under the sea. (210) In Smith's retelling, the white woman is sacrificed to the mate's incompetence and fear of the black steward. The steward himself is disabled temporarily by the clinging white woman until forced to let her sink. Again perhaps in opposition to Douglass's model of racial uplift, the wreck of the Pulaski acts as parable for the limits of heroism as a means of transcending the racial divide.
We see the failure of heroism and the reassertion of the racial divide through the crisis of the shipwreck reinforced in another significant event related in "Heads." Smith's second-to-last sketch, published in November 1854, "The Schoolmaster," is almost entirely occupied with the recent wreck of the Arctic, a paddle steamer that served the Liverpool packet route. The Arctic sank off the coast of Newfoundland on September 27, 1854 after colliding with another steamer, the Vesta. Like the Pulaski disaster, the wreck of the Arctic quickly became a media obsession. The first mentions of the disaster in Frederick Douglass' Paper appeared in the October 20 edition, in which William J. Wilson, writing under the pseudonym "Ethiop," announced from Brooklyn that " [t] he shock occasioned by the news of the loss of the Arctic was greater than has been produced by any thing since the day Hendrick Hudson sailed up into our harbor" (Wilson, "Letters") . In the weeks following the Arctic disaster, many papers, including Douglass's, would celebrate the heroism of a crewman, Stewart Holland, who remained on the Arctic as it sank and fired the distress gun in an attempt to attract a rescue ship. A popular print of the incident portrays Holland in a state of saintly and unblemished martyrdom, despite an account given by the third mate, Frances Dorian, describing Holland's face as "black with powder, and two large spots on the left side" ("THE LATE"). Furthermore, the sensualized depiction of Holland's body freezes the subject in a moment of inaction, contrary to the reports of the engineer's ceaseless firing of the emergency gun.
As in the case of the Pulaski, Smith provides an alternate narrative to white heroism and the marginalization of the black/disabled subject. Smith's sketch focuses not on Holland but on the conduct of Anna Downer, the ship's African American chief stewardess whom Smith knew personally. Drawing from the account of the Arctic's captain, Smith relates: "There was young HOLLAND on deck, who went down with the wreaths of the signal gun circling his brow, performing his self-imposed duty to the last; and there was below, as Captain Luce tells us, ANNA DOWNER, alone, working at the pumps, and exclaiming, "Captain, I am willing to pump as long as I can work my arms!" (227). Smith juxtaposes the wreathed and recognized Holland with the hidden and dedicated Downer, a spatial reminder of the ethos that underlies "Heads": the making visible of the invisible bodies of black laborers. For Smith, the invisibility of black laboring bodies registers in the selective public memory of the Arctic disaster. He bitterly speculates that "Young Holland will probably have a monument at Washington: he was white as well as brave. Mrs. Downer, beautiful and prepossessing, was brave but was a woman, and a colored woman. Who would think of erecting a monument to her?" (227). Cast here as a form of political and social disability, Downer's identity invalidates any claim to a discourse of heroism.
The wreck of the Arctic and Downer's doomed labor take on for Smith a larger meaning within the realm of political metaphor. Smith suggests that the country itself might also be represented as a sinking ship from which even abolitionist groups are attempting to escape by advocating separatism:
Brethren! This great ship of state in which we are, is no fairer to look at, nor of better material, nor statelier mould, than the ill starred Arctic: she sails too, at fullest speed without signal, through sunshine and fog. Do not her sides already gape, and the wild tide of damning oppression rush in? These quarter boats of Anti-Slavery (old organization) and Liberty Party, with its tackle slipped, have already sheered off with no room for black men; the raft of Kansas migration would hold as many of us, and as safely, as poor McCabe's did-and yet it is our duty to work-work as dying Anna Downer did, as long as we can move our arms! We may not save the ship, but like that noble woman we may leave a deathless name. (228; original emphasis) In the wake of the Kansas-Nebraska Act, Smith characterizes westward expansion as a leaking life-raft that leaves black subjects no choice but to keep pumping. He thus reverses and subverts the binary image of territoriality and the oceanic that underlies so much of Atlanticist discourse. It would be possible then to read this as a response to narratives like The Heroic Slave, in which Washington's liberation is possible only through emigration and complicity with the British colonial system and a heavily romanticized diasporic space. His last sentence suggests that the disabling of black bodies will enable the circulation of deathless black print just as Smith is attempting to overcome white memory and forgetting in his own circulation.
The eroticized image of the passive and doomed Holland represents what Russ Castronovo in his book Necro Citizenship has called the "political necrophilia" of the state:
The U.S. democratic state loves its citizens as passive subjects, unresponsive to political issues, unmoved by social stimuli, and unaroused by enduring injustices. The abstract parameters of citizenship are in this way entangled with less formal yet equally strong cultural, emotional, and psychological investments that legitimate and even idealize acquiescence and impassivity. These investments amount to a sort of political necrophilia that fuels fascination with a citizenry immune to public commotion and insensible to contestatory energy. (4) Holland's ethereal, deathly white body stands in obvious contrast with the commotion of the sinking of the ship itself, which Smith connects with the worsening conditions of racial relations in the republic. In contrast to the immunity of whiteness to such commotion, he offers the embattled body of Downer enacting the doomed labor of citizenship. Castronovo writes that "[i]n terms of citizenship, an understanding of death as inescapably historical and discursive impedes the naturalization of liberty as a matter of instinct or choice" (38). Smith's call for the "deathless name" of black subjects who will exist only abstractly in print reinforces Castronovo's assertion that " [d] eath, as an abstract final category, attracts citizens because it abnegates the constant struggle to secure freedom as well as the enduring anxiety that this freedom will vanish" (38). Castronovo uses for his example the suicide of Clotel in William Wells Brown's narrative as an escape from "the juridical weight of embodiment, specifically her genealogy and the inscription of legal codes on her complexion, that fetters her to a system of concubinage and apartheid" (42). To borrow Castronovo's terminology, we can view Smith's shipwrecks as articulating a border at which the body of the black subject escapes from the (disabled) body and gains access to the dead/deathless page of the public sphere. In this context, we can read the overall project of Smith's prosthetic print as not abnegating but publishing the struggle that Castronovo describes.
As I have argued, while ostensibly about black laboring bodies specifically located in New York City, Smith's "Heads" returns repeatedly to the dislocation of shipwrecks at sea, crises that lay bare the ideological underpinnings of the heroic figure in relation to black disability. In his undermining of the figure of the hero, Smith exposes how, in Hartman's words, "emancipatory discourses of rights, liberty, and equality instigate, transmit, and effect forms of racial domination and liberal narratives of individuality idealize mechanisms of domination and discipline" (116). I wish to conclude by bringing the critical frame of this project full circle, and to do so I will consider Smith's characterization of Downer again in relation to Douglass's The Heroic Slave. Contrary to the latter work's assertion of the Atlantic as a kind of deracialized "tabula rasa" on which political ideals can be written and revised (Hyde 494 ), Smith's Downer is repeatedly reinscribed with the markers of racial difference and white supremacist hierarchies. She represents perhaps a much more radical definition of (anti)heroism as a nexus of marginal identities-black, female, workingclass-contesting the ascendant discourses of both white martyrdom and black diasporic utopianism. In other words, Smith directly challenges not only an exclusionary view of black heroism, but perhaps as well the easy conflation of the "heroic" with the "transatlantic" in post-Black Atlantic criticism. Smith's sketches may then offer a valuable skepticism regarding the potential for diasporic liberation at sea that, for contemporary literary critics, according to Brian Connolly, risks naturalizing "a teleological narrative that reframes contemporary global capitalist discourse as inevitable." Such a skepticism throws into sharp relief Douglass's understanding of his self-appointed role as a mediator of the representations of black bodies in print as well as the deep contradictions of his novella, already remarked upon by a number of critics. However, it also opens up a field of contestations through which we might recover the voices of black disability in that period, such as Smith's fictional News-Vender and the forgotten Anna Downer. In doing so, we might finally find a much deserved space in which to situate James McCune Smith's work and contributions to African American thought and the internal ideological struggles of black print culture in the antebellum period.
1. Gilroy famously privileges the image of the ship, "a living, micro-cultural, micro-political system in motion," as the central chronotope of his Black Atlantic model (4). Deploying the theorist Mikhail Bakhtin's concept of the chronotope as "[a] unit of analysis for studying texts according to the ratio and nature of the temporal and spatial categories represented," Gilroy challenges the spatial supremacy of the modern nation-state (Bakhtin qtd. in Gilroy 225n2). In contrast, Smith's writing, I will argue, deploys the ship not to stabilize a multivocal challenge to national exclusionary violence, but to contest schemes of mobility that sought to repeatedly displace African American subjects within the Atlantic world. 3. See also Boster, . The definition of "disabled" in both legalistic and critical discourses is highly contested. As Altschuler notes, the Americans with Disabilities Act defines disability as "a physical or mental impairment that substantially limits one or more major life activities" (qtd. in Altschuler 247). However, critics have emphasized the contingent political factors in play when drawing such limits; more broadly, "disability" "is a political term that groups individuals not through physical commonality but through the common experiences of exclusion and oppression" (Altschuler 247 ). This more expansive definition makes obvious the discursive intersection between disability and race. For the purposes of this article, I will focus on disability as providing a vocabulary in which to examine how the mobility of the black subject was circumscribed through the social and political frameworks of the antebellum period.
5. Despite Stauffer's assertion that James McCune Smith was the "foremost black intellectual in nineteenth-century America," he remained largely obscure until the publication of The Works of James McCune Smith in 2006, edited by Stauffer. Stauffer offers a number of reasons for Smith's absence from both literary and critical canons. He suggests that Smith's writing was too dense and experimental, littered with foreign phrases that alienated both his contemporaries and more modern readers (xvi). Gates echoes this sentiment in his Foreword to Stauffer's edition, writing that, "Smith was most probably the first experimental writer in the African American tradition, a premodern postmodernist, as it were, a writer who was as fascinated with language for language's sake" (xi). Mulcahy suggests that Smith's enduring obscurity may be a function of the writer's embeddedness within contemporary print culture; more than the writing of William Wells Brown or Frederick Douglass, "Smith's writing was dependent on a community of practice for locating its meaning. His prose experiments are expressly open in nature, interacting with contemporary periodical culture to stake both their claims and their humor" (Mulcahy 365) . Critical assessments such as these above portray Smith as disconnected from the larger field of American print while so embedded within one small counterpublic as to be inaccessible to a broader audience. In other words, critics seem divided on the question of whether Smith has been ignored because he was too ahead of his time or too much of his time. It appears that, when reading Smith's works, timing is everything.
6. Critics have been quick to point out the problematic aspects of the novella's finale. Both Walter and Wilson have argued that the nationalistic underpinnings of The Heroic Slave so evident in the first pages of the work undercut its potentially radical message of transnational black resistance to colonial white supremacy. According to Walter, Douglass "adopts without criticism a host of nationalistic suppositions underpinning the ideology of American slavery, . . . [including] the belief in America's glorious origins, [and] the projection of a kind of manifest destiny based on such origins" (237). Similarly, Ivy Wilson argues that, with Washington's final escape to Nassau, the novella implies that the redemption of the founding fathers can occur only "when the black body acts as a forfeiture that reifies the boundaries of the United States as a site of white hegemony" (465-66). If Douglass sought in the novella to create a hero capable of transcending the restrictions placed on him by birth, bondage and race, the narrative's denouement points to the contradictions inherent in constructing identity, both American and diasporic, writ large across the Atlantic space.
7. Smith's use of the ship as a metaphor begins long before "Heads." His exploration of the ship and its tenuous relationship to the spatialized schemes of bondage and liberation in the Atlantic World began with the travel journal he kept during his voyage to Glasgow to attend medical school in 1832. Although the journal itself is no longer extant, excerpts from his travel journal were published serially from 1837 to 1839 in the Colored American, edited by one of the founders of Freedom's Journal, Samuel Cornish. In his journal, Smith provides descriptions of his fellow passengers on the Caledonia and romantic musings on the sea itself. On December 2, Smith relates an encounter with an older and slower British ship that prompts him to equate the conditions of the ships to the ideals of American democracy:
Untrammeled by ancient methods, or by recent laws, which compel the symmetrical to yield to the profitable tho' clumsy form in ship building, [the Caledonia's] naval architecture pre-eminently bears the stamp of the genius of the institutions of America, and demonstrates the prerogative which those institutions possess, of gathering around them and fostering mechanical genius and enterprize from every portion of the Globe. . . . So that an American ship is an epitome of the great and rising country, whose Star Spangled Banner proudly floats o'er her deck. "E Pluribus Unum" "From many nations" were the men gathered who felled the trees and chipped the timbers and moulded them into "one" harmonious and beautiful craft that "Walks the waters like a thing of life." . . . And that gathering something of the spirit of liberty from the ocean which she cleaves, and the chainless wind which wafts her along, she might appear in foreign ports a fit representative of a land of the free, instead of a beautiful but baneful object, like the fated box of Pandora, scattering abroad among the nations the malignant prejudice which is a canker and a curse to the soil, whence she sprung. (12) (13) Smith offers the labor and cooperation necessary to build and maintain an American ship as the possible remedy to the "curse to the soil" of racial prejudice. Yet, in the very next paragraph, he relates an incident of racial violence in which a nineteen-year-old African boy, "brought from the coast of Africa," is attacked by another passenger for occupying a coveted spot from which to view the other ship (13). Smith does not remark on the incident, but the contrast is ironic: he presents the ship itself as an object of liberation while the passengers descend into violence. Smith seems to be offering here a vision of the sea as liberating, yet within the same extract, the liberating potential of the ship is almost undercut by a near disaster. The Colored American's December 2 extract ends with an episode in which Smith tells of the Caledonia nearly sinking a small Irish fishing boat that became entangled with the bigger ship while trying to sell fish to its passengers. This near-disaster, reminiscent of a very similar tragedy in Washington Irving's short story "The Voyage" (1819), rudely awakens Smith from his romantic notions about the sea.
